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Summary:  
Despite its self-ƉƌŽĐůĂŝŵĞĚƉŽƐŝƚŝŽŶĂƐ “ ? ?ŵŽǀŝĞǁĞďƐŝƚĞŝŶƚŚĞǁŽƌůĚ ?/DďŚas been the 
focus of surprisingly little academic attention. The academic work which does exist has 
typically focused on its user-generated content and has, in various ways, used this as a 
means of investigating a sub-section of the film audience whilst nevertheless acknowledging 
that IMDb users are likely to differ from film audiences. This article explores whether gender 
identity is one of the ways in which IMDb users and film audiences may differ. Based on an 
ĂŶĂůǇƐŝƐŽĨ/Dď ?ƐŽǁŶƌĂƚĞƌĚĞŵŽŐƌĂƉŚŝĐƐ ?ĐŽmbined with a content analysis of IMDb 
reviews for three contemporary gender comedies  W (500) Days of Summer, The Hangover 
and Bridesmaids -  I argue that IMDb is discursively constructed as a male space where male 
voices and systems of value dominate. 
 
Keywords: IMDb; film audiences; film reviewing; approval ratings; gender comedy. 
 
Introduction  
dŚĞ/ŶƚĞƌŶĞƚDŽǀŝĞĂƚĂďĂƐĞ ?/Dď ?ĐůĂŝŵƐƚŽďĞ “ƚŚĞǁŽƌůĚ ?ƐŵŽƐƚƉŽƉƵůĂƌĂŶĚ
ĂƵƚŚŽƌŝƚĂƚŝǀĞƐŽƵƌĐĞĨŽƌŵŽǀŝĞ ?dsĂŶĚĐĞůĞďƌŝƚǇĐŽŶƚĞŶƚ ? ?ŽĨĨĞƌŝŶŐĂƐĞĂƌĐŚĂďůĞĚĂƚabase 
which includes more than two million films, television and entertainment programmes and 
ĂƚƚƌĂĐƚŝŶŐŵŽƌĞƚŚĂŶ ? ? ?ŵŝůůŝŽŶƵŶŝƋƵĞŵŽŶƚŚůǇǀŝƐŝƚŽƌƐ ?/Dď ? ? ? ? ? ? ?/Dď ?ƐƐĞůĨ-
ƉƌĞƐĞŶƚĂƚŝŽŶĂƐƚŚĞ “ ? ?ŵŽǀŝĞǁĞďƐŝƚĞŝŶƚŚĞǁŽƌůĚ ?ŝƐƐƵƉƉŽƌƚĞĚďǇĚĂƚĂŐĂƚŚĞƌed by 
Alexa.com (2013), which positions IMDb as the 52nd most visited site globally, with rankings 
in its top three territories - the US (where it is the 27th most visited site nationally), India 
(31st) and the UK (21st)  W being considerably higher. On these figures alone, IMDb is clearly a 
significant feature in the contemporary film and television landscape. Yet, it has attracted 
relatively little attention within media and cultural studies. 
The research on, or making use of, IMDb which does exist (Verboord, 2013; 
Ottenbacher, 2011; Bore, 2011; Monk, 2011; Barker, 2011; Van Zoonen, 2007; Dodds, 2006) 
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has largely focused on its user-generated content and user-generated film reviews in 
particular. This work has acknowledged that IMDb users are not an adequate stand-in for 
the film audience given inequalities around internet access, but has not yet considered the 
specific ways in which IMDb users may differ from film audiences. Moreover, whilst the 
construction of user-identities has been explored in relation to genre preference (Bore, 
2011), fandom (Monk, 2011) and (geo-)political allegiance (Van Zoonen, 2007; Dodds, 2006), 
whether these user-identities are inflected by structural inequalities on the grounds of 
gender, sexuality, race, location and class, for example, is yet to be addressed. This may be 
because of the methodological challenges in researching off-line identities of on-line 
audiences. However, whilst there are questions about structural inequalities, user 
motivations and patterns of engagement which are best answered by research on IMDb 
users themselves, the material freely available on the site does allow us to begin to explore 
the discursive construction of identity categories within its reviewing culture. This article is 
an initial foray into this territory, using publicly available data and content to focus on 
arguably the most visible - but also contested - of these categories online: gender. 
Specifically, I consider the gender self-presentation of IMDb raters and reviewers, using 
ratings and reviews of three contemporary gender comedies  W (500) Days of Summer (Marc 
Webb, 2009), The Hangover (Todd Phillips, 2009) and Bridesmaids (Paul Feig, 2011) - as my 
case studies. In focusing on the gender identities that these IMDb users construct, this 
research cannot offer insight into the actual make up of this subset of the IMDb audience. 
However, it does allow me to explore how user identity is discursively constructed and the 
gendered norms this creates around reviewing practice on this site.  
As this research is conceived as a response to previous work which has used IMDb to 
investigate film audiences - as discussed in more detail in the next section - the way 
reviewers and their reviews are positioned relative to professional film reviewing is not my 
primary concern here. Academic work on the relationship of amateur and professional 
reviewing practices is emerging (Verboord, 2010, 2013) but it is notable that questions 
about the construction of (re)viewer identity in relation to gender are yet to be addressed, 
ĂůƚŚŽƵŐŚDĞůĂŶŝĞĞůů ?ƐǁŽƌŬƐƵŐŐĞƐƚƐƚŚĂƚǁŽŵĞŶ ?ƐŝŶǀŽůǀĞŵĞŶƚŝŶƉƌŽĨĞƐƐŝŽŶĂůĨŝůŵ
reviewing has been increasingly marginal since the 1970s (Bell, 2011a, 2011b). With this in 
mind, it is certainly plausible that IMDb user-participation can tell us as much about how 
film reviewing is understood and experienced as a contemporary gendered practice as it can 
about film audiences. However, in this article, it is with this latter group that IMDb raters 
and reviewers are firstly compared. I then go on to examine the ways in which IMDb reviews 
construct a discursive terrain which is distinctly male both through the gendered 
presentation of raters/reviewers and the in/visibility of gender as a frame of reference for 
film evaluation.  
 
Methods 
This article examines user-ratings and reviews for contemporary gender comedy  W films 
where the comedy hinges on gendered misunderstandings in heterosexual romance and/or 
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on rituals which are fundamentally gendered (e.g. the bachelor/ette party). The choice of 
genre was designed to facilitate a comparison with existing work on IMDb audiences  W 
specifically, Inger->ŝƐĞ<ĂůǀŝŬŶĞƐŽƌĞ ?ƐParticipations ĂƌƚŝĐůĞ “ZĞǀŝĞǁŝŶŐƌŽŵĐŽŵ ? ? ? ? ? ? ? W 
and was also a reflection of my own research interest in the genre (e.g. Boyle & Berridge, 
2014). Whether the findings presented here are particular to this genre or not is for future 
research to explore. However, as indicated at a number of points in what follows, the 
available data on IMDb supports a more general argument that this operates as a gendered 
culture.  
 In her article, Bore identifies and analyses the criteria of value deployed in user-
reviews of (500) Days of Summer. Although Bore focuses on a genre which is widely 
recognised to have a gendered address and appeal (the romcom), and on a film which offers 
a gendered-ƌĞǀĞƌƐĂůŽĨĂƚǇƉŝĐĂůƌŽŵĐŽŵƐĐĞŶĂƌŝŽ ?ƚŚĞƚĂŐůŝŶĞŝƐ “ŽǇŵĞĞƚƐŐŝƌů ?ŽǇĨĂůůƐŝŶ
ůŽǀĞ ?'ŝƌůĚŽĞƐŶ ?ƚ ? ? ? ?ƐŚĞĚŽĞƐŶŽƚĐŽŶƐŝĚĞƌŚŽǁŐĞŶĚĞƌŽƉĞƌĂƚĞƐŝŶƌĞůĂƚŝŽŶƚŽƚŚĞƐĞĐƌŝƚĞƌŝĂ
of value. My work thus provides an extĞŶƐŝŽŶŽĨŽƌĞ ?Ɛ ?ďƵƚŝŶĐŽŵƉĂƌŝŶŐƚŚĞƌĞǀŝĞǁƐŽĨ
(500) Days with those of The Hangover and Bridesmaids it further investigates whether films 
operating within a similar generic terrain  W but with a predominantly male or predominately 
female cast  W are differently framed.  
 Before moving on to outline my methods, it is necessary to briefly introduce the 
films. (500) Days of Summer focuses on the romance between Tom (Joseph Gordon-Levitt) 
and Summer (Zooey Deschanel), a romance we know is doomed from the beginning thanks 
ƚŽdŽŵ ?ƐǀŽŝĐĞ-ŽǀĞƌŶĂƌƌĂƚŝŽŶ ?dŽŵŝƐƚŚĞĨŝůŵ ?ƐĐĞŶƚƌĂůĐŚĂƌĂĐƚĞƌĂŶĚĞǀĞŶƚƐƵŶĨŽůĚůĂƌŐĞůǇ
from his perspective. The Hangover and Bridesmaids are less centrally concerned with 
romance, although both focus on a bridal party in the run-up to a wedding. The Hangover  W 
which has now spawned two sequels  W focuses on the aftermath of a bachelor party. Set 
largely set in Las Vegas, its central characters are three groomsmen who wake up in a 
trashed hotel suite missing the groom, with no memory of the night before (an effect of 
unwittingly ingesting the so-ĐĂůůĞĚ “ĚĂƚĞ-ƌĂƉĞĚƌƵŐ ?ZŽŚǇƉŶŽů ? ?dŚĞĨŝůŵĨŽůůŽǁƐƚŚĞŵƚƌǇŝŶŐ
to piece together the events of the previous evening. In Bridesmaids  W which was widely 
billed as a female-Hangover and was in cinemas at the same time as The Hangover Part II 
(Todd Phillips, 2011)  W it is the women in the bridal party who are the narrative centre. The 
film has three key narrative strands: the unravelling relationship between the bride and her 
ŵĂŝĚŽĨŚŽŶŽƵƌ ?ƚŚĞĨŝůŵ ?ƐĐĞŶƚƌĂůĐŚĂƌĂĐƚĞƌ ?ŶŶŝĞ ?<ŝƌƐƚĞŶtŝŝŐ ? ?ŶŶŝĞ ?ƐƌĞůĂƚŝŽŶƐŚŝƉǁŝƚŚ
the other bridesmaids; and her developing heterosexual romance with a traffic-cop.  
 All three films generated considerable user-commentary on IMDb, particularly in the 
form of reviews, and by focusing on all reviews of these films, this research aims to analyse 
a broader sub-section of the IMDb reviewing community than much of the existing work on 
IMDb to date (cf Dodds, 2006; Van Zoonen, 2007; Bore, 2011; Monk, 2011; Barker, 2011).  
To explore the responses to these films, I first analysed the information about the 
rating community available on IMDb itself. IMDb provides basic demographic information 
(sex, country, age) about those who rate individual films based on information provided by 
users at the point of registration. Of course, individuals can falsify this and some do not 
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provide this information. Why and how users choose to identify themselves on/to IMDb is 
beyond the scope of this article, nor will I speculate here about the reasons different users 
may have for opting into, or out of, such practices of identification. However, this data does 
allow me to discuss one aspect of how raters/ reviewers choose to present themselves in 
this forum. 
 Moving beyond the audience data collated by (and available on) IMDb, I then 
archived all reviews for each of the films, giving me a total of 1426 reviews to work with: 
420 for (500) Days, 581 for The Hangover and 425 for Bridesmaids.1 Existing work on IMDb 
users has largely worked with the assumption that as comments and reviews are posted on 
a public website, apparently with the intention of being read by a wide audience, it is 
legitimate for researchers to work with that material without seeking the approval of the 
users whose words they analyse. Nevertheless, following Bore (2011: 146) as I am removing 
these reviews from their original context (where users retain the right to remove their 
ƌĞǀŝĞǁ ? ?/ŚĂǀĞƐŽƵŐŚƚƚŽƉƌŽƚĞĐƚƚŚĞŝĚĞŶƚŝƚŝĞƐŽĨŝŶĚŝǀŝĚƵĂůƵƐĞƌƐƚŚƌŽƵŐŚ ‘ůŝŐŚƚĚŝƐŐƵŝƐĞ ?
and I do not provide the usernames or dates of individual reviews here. 
 Having archived the reviews, I then read all the reviews several times in order to 
devise a coding schedule for a content analysis to focus on two main questions: (how) do 
reviewers present themselves as gendered subjects?; and (how) do the reviews engage with 
ƚŚĞĨŝůŵƐĂƐŐĞŶĚĞƌĞĚƚĞǆƚƐ ?dŽĞǆƉůŽƌĞƚŚĞĨŝƌƐƚƋƵĞƐƚŝŽŶ ?/ĂŶĂůǇƐĞĚƌĞǀŝĞǁĞƌƐ ?ƐĞůĨ-
presentation through usernames, before identifying instances where reviewers self-
identified as male or female in the text of their review. To explore the second question, I 
identified reviews which contained an element of gender analysis as part of their description 
ŽƌĞǀĂůƵĂƚŝŽŶŽĨƚŚĞĨŝůŵ ?DǇĐƌŝƚĞƌŝĂĨŽƌ “ŐĞŶĚĞƌĂŶĂůǇƐŝƐ ?ǁĞƌĞĚĞůŝďĞƌĂƚĞůǇďƌŽĂĚ ?ŝŶĐůƵĚŝŶg 
brief descriptions of the films as gender-genres  W Ğ ?Ő ?ĂƐ “ďƌŽŵĂŶĐĞ ?Žƌ “ĐŚŝĐŬĨůŝĐŬ ? W as 
well as more detailed discussions of sexism or analyses of gender representation. My intent 
here was to identify broad patterns in relation to the ways in which gender was  W or was not 
 W operationalised in the reviewing culture. As such, in what follows individual quotations are 
used for the extent to which they do/not represent broader trends: the language and 
rhetorical strategies of the reviews is not explored in any detail.2 The remainder of this 
article discusses the findings of my research. 
 
Gender genres and IMDb  
As noted in the introduction, the central argument of this article is that IMDb constructs a 
discursive terrain which is distinctly male both through the gendered presentation of 
raters/reviewers and in relation to the contexts in which gender is (and is not) deployed as a 
frame of reference for film evaluation. However, this is not immediately obvious from 
/Dď ?ƐŽǁŶƐƚĂƚŝƐƚŝĐƐ ?&ŽƌŝŶƐƚĂŶĐĞ ?ŝŶƌĞůation to (500) Days, IMDb suggests that there is no 
ĚŝĨĨĞƌĞŶĐĞŝŶŵĞŶĂŶĚǁŽŵĞŶ ?ƐĂƉƉƌŽǀĂůƌĂƚŝŶŐƐ ?ǁŝƚŚďŽƚŚƐŝƚƚŝŶŐĂƚ ? ? ? ?ŽƵƚŽĨĂƉŽƐƐŝďůĞ
10). IMDb data for The Hangover and Bridesmaids also show minimal gender variation with 
The Hangover achieving a 7.8 approval rating from men and 7.7 from women, and 
Bridesmaids achieving 6.8 from men and 7.1 from women. The sequels to The Hangover, 
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whilst achieving lower ratings overall, similarly show little gender variance with Part II 
achieving a 6.4 rating from both male and female viewers, and Part III rated 6.1 by men and 
6.4 by women.  
 However, when we consider the proportion of ratings provided by men and women, 
rather stark differences appear.3 Although there is some variation among the titles I am 
interested in, the consistent pattern is that men are over-represented within the rating 
community (Table 1). This is not specific to the films chosen here: as a point of comparison, 
for the Top 10 ranked films on IMDb at the time of writing, the percentage of male raters 
was between 82.9%-92.1%.4 This is despite the fact that, according to Alexa.com (2013), the 
gender breakdown of the IMDb audience as a whole is broadly similar to that for the general 
internet population. Although the gender gap between men and women online varies 
geographically, in the developed world only 2% fewer women than men use the internet 
 ?/dh ? ? ? ? ? ? ?tŝƚŚƚŚĞh^ĂůŽŶĞƉƌŽǀŝĚŝŶŐŽǀĞƌ ? ?A?ŽĨ/Dď ?ƐĂƵĚŝĞŶĐĞ ?ůĞǆĂ ?ĐŽŵ ? ? ? ? ? ? ?
the gender gap on IMDb might be expected to sit closer to that for the developed than 
developing world. This would suggest that female IMDb users are less likely than their male 
counterparts to rate films  W or, at least, to rate films as women  W a pattern which coheres 
with the greater participation levels of male than female users identified in other recent 
research on cognate areas such as ratings on online video sharing websites (Warren et al, 
2011; Goode et al, 2011: 599).5  
 
Table 1: Gender comedy films on IMDb 
  Film   % male raters on IMDb   % female raters on IMDb 
  (500) Days of Summer 71.7 28.3 
  The Hangover 82.4 17.6 
  The Hangover Part II 83.3 16.7 
  The Hangover Part III 86.2 13.8 
  Bridesmaids 65.0 35.0 
 
Moreover, these figures do not cohere with what is known about the gender make-up of 
contemporary cinema audiences,6 with recent reports based on theatrical box-office data in 
the US (MPAA, 2012: 13) and UK (UK Film Council, 2010: 111; BFI, 2011: 126) indicating a 
broadly even gender split. Admittedly, given the international reach of IMDb, there is no 
easy point of comparison between the reported demographics of the rating community and 
the demographics of the audience. But if we take the UK as a point of comparison,7 women 
are consistently under-represented on IMDb relative to their position in the UK cinema 
audience (Table 2) and films with a strong female appeal attract markedly fewer ratings 
overall than films with a strong male appeal (Tables 2 & 3).  
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 This is not simply down to the greater box office appeal of male-oriented films. For 
example, according to Box Office Mojo (n.d.), Twilight: Breaking Dawn Part 1 (with 128,185 
IMDb ratings as of August 2013) was the fourth biggest film of 2011 globally, ranking one 
place above Mission Impossible: Ghost Protocol (with 229,908 IMDb ratings) and taking 
almost double the box office for Captain America (with 230,078 ratings on IMDb). To give 
another example: Sex and the City 2 took more than three times 'ƌĞĞŶŽŶĞ ?Ɛ box office 
(Box Office Mojo, n.d.) but generated a little over half as many ratings on IMDb. Moreover, 
the average IMDb rating for films appealing strongly to women in Tables 2 and 3 is also 
lower (at 6.06) than those appealing to men (at 6.91). All of this suggests that IMDb is a 
male-dominated space where male-oriented narratives appealing to male audiences are 
more highly valued than their female equivalents. This is borne out in the next section when 
I examine the discursive construction of gender in the framing and content of IMDb reviews.  
 
Table 2: Films with greatest female audience share in UK cinemas (2009-2012)8 
 
        Film 
% female 
audience 
% female 
IMDb raters 
IMDb  
rating 
Total number of 
IMDb ratings 
 Anna Karenina 71 42.8 6.6           37,990 
 Street Dance 2 70 36.9 5.3             4,180 
 Jane Eyre 86 56.0 7.3           37,305 
 One Day 81 49.5 6.8           57,701 
 Bridesmaids 79 35.0 6.8         146,893 
 Twilight Breaking  
 Dawn: Part 1 
70 42.9 4.8         128,185 
 Sex and the City 2 73 49.2 3.9            41,367 
 Marley and Me 78 30.4 7.0            78,651 
 
Reviewing culture  
In this section, I consider whether/how gender emerges in relation to reviewers themselves 
before moving on to their analyses of the films under discussion.  
 As Otterbacher (2011) notes, compared to other review communities, IMDb does 
not provide particularly detailed reviewer profiles. Above the main text of each review, 
basic reviewer information (username, location) is given, and, by clicking on the username, 
ƚŚĞƌĞǀŝĞǁĞƌ ?ƐƉƌŽĨŝůĞĐĂŶďĞĂĐĐĞƐƐĞĚ ?,ŽǁĞǀĞƌ ?ƚŚĞƉƌŽĨŝůĞĨŽĐƵƐĞƐƐƉĞĐŝĨŝĐĂůůǇŽŶƚŚĞ
ƵƐĞƌ ?ƐĞŶŐĂŐĞŵĞŶƚǁŝƚŚ/Dď Wlength of membership, accolades within the community, 
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other film ratings, reviews and lists  W and provides no further demographic or personal 
information. Moreover, unlike for ratings (discussed above), IMDb does not provide 
demographic profiles for reviewers of a particular film. Nevertheless, as I will demonstrate, 
a significant minority of reviewers chose to self-present a gendered identity.  
 
Table 3: Films with greatest male audience share in UK cinemas (2009-2012) 
 
              Film 
% male 
audience 
% male IMDb 
raters 
IMDb rating Total number 
of IMDb ratings 
Dredd 74 92.9 7.0 115,572 
Wrath of the Titans 70 88.4 5.7 102,355 
Captain America 78 85.5 6.8 230,078 
Senna 73 92.6 8.5   28,062 
Transformers: Dark 
of the Moon 
73 88.2 6.3 213,747 
Mission Impossible: 
Ghost Protocol 
73 88.2 7.4 229,908 
Green Zone 76 93.1 6.9   80,181 
Terminator 
Salvation 
72 91.2 6.7 194,333 
 
The self-presentation of gendered identities on IMDb takes two main forms: through 
usernames (and, very occasionally, photographs  W a new addition to IMDb at the time of 
writing); and through the text of the review itself. In the first category, I coded reviewers as 
male or female only when their username was either an unambiguously male or female one 
or where there was a gendered noun used (e.g. man, lady). In all other cases, the user was 
ĐŽĚĞĚĂƐ “ŶĞƵƚƌĂů ? ?dŚĞŵĂũŽƌŝƚǇŽĨ/DďƵƐĞƌƐĐŚŽŽƐĞŐ ŶĚĞƌ-ambiguous names: 60.8% of 
(500) Days reviewers fall into this category, for instance. However, among those who do 
present a clearly gendered identity, the vast majority are male: staying with (500) Days, 
32.1% of all reviewers present as male, and this accounts for 81.8% of all those reviewers 
presenting a gendered identity. Similarly, in reviews of The Hangover, 82.5% of those 
making a gender self-presentation are male, and the figure for Bridesmaids is 72.5%.  
 In addition to gender self-presentation through usernames/ photographs, a minority 
of reviewers make gender presentations in the text of their reviews, with 25.6% of 
Bridesmaids reviews, 11.7% of (500) Days reviews and 8.1% of The Hangover reviews falling 
into this category (Table 4). IMDb reviews have to be a minimum of 10 lines long, are titled 
by the reviewer, and are prefaced by their rating (presented in the form of stars), the 
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ĂƵƚŚŽƌ ?ƐŶĂŵĞĂŶĚůŽĐĂƚŝŽŶ ?ƐŝŐŶŝĨŝĐĂŶƚƉƌŽƉŽƌƚŝŽŶŽĨƚŚĞƐĞƌĞǀŝĞǁƐĂƌĞůŝƚƚůĞŵŽƌĞƚŚĂŶ
film synopses with short evaluative judgments (Bore, 2011) and many are what Gilbert and 
<ĂƌĂŚĂůŝŽƐƌĞĨĞƌƚŽĂƐ “ĚĞũĂ-ƌĞǀŝĞǁƐ ? W postings which do not add anything new, given what 
has already gone before (cited by Otterbacher, 2011: 439). As such, the use of textual 
markers of gender at all is striking.  
 However, an analysis of these textual markers of gender does not simply confirm the 
pattern of male dominance identified in relation to rater demographics and usernames. 
What is most significant here is the differences which emerge between films which suggest 
that male experience  W on screen and off  W is normative on IMDb. So, in the reviews of The 
Hangover  W a film with an almost exclusively male cast  W  (re)viewers feel little need to 
mention their own gender. In the reviews of (500) Days  W a generically feminised text but 
with a male lead - gender-identity becomes slightly more significant.  In contrast, more than 
a quarter of the reviews of the female-ensemble Bridesmaids make the gender of the 
reviewer a feature of the review.  
 Given the generic qualities of IMDb reviews  W which, as Ottenbacher (2011: 425) 
notes, means it is likely that lower ranked reviews gain a very small audience - 9it might be 
expected that those reviews which offer additional detail (such as gender identification) 
might stand out and so gain approval and prominence within the review community. This 
was not entirely borne out in the current research. Whilst the top 50 reviews of (500) Days 
contained a higher concentration of gender-identified commentary (this being true of 28% 
of the top 50 reviews, compared to 11.7% of all 420 archived reviews), this was less marked 
in relation to Bridesmaids (30% cf 25.6%) and reversed in the reviews of The Hangover (4% 
cf 8.1%). However, given the small numbers in the latter case, it is arguable that genres or 
texts identified primarily with female audiences may both attract and privilege gender-
identification on IMDb although  W as indicated in Table 4  W it is not the female audience 
which is most vocal. 
 In terms of the prominence accorded male-identified and female-identified writers, 
the most notable finding here was the higher concentration of male-identified writers 
overall (Table 4). However, it was not the case that male voices were necessarily given 
prominence in the review communities for these three films. Male-identified commentary 
was more highly concentrated in the top 50 reviews of (500) Days - with 26% of the top 50 
reviews written in a male voice compared to 10.9% of all reviews for this film - but this was 
not true of The Hangover (4% cf 6.4%) or Bridesmaids (18% cf 19.7%). Moreover, female-
voiced Bridesmaids reviews had higher prominence in the top 50 (12%) than elsewhere 
 ? ? ? ?A? ? ?KƚƚĞƌďĂĐŚĞƌ ?ƐĂŶĂůǇƐŝƐŽĨ/Dď ?ŵĂǌŽŶĂŶĚzĞůƉ W although not focusing specifically 
on gender  W ƐƵŐŐĞƐƚƐƚŚĂƚƚŚĞĐŽŶƚĞŶƚŽĨƌĞǀŝĞǁĞƌƐ ?ƉƌŽĨŝůĞƐĂƌĞnot significant in 
determining how reviews are ranked within these communities (2011: 439). This analysis 
ĂĚĚƐƚŽKƚƚĞƌďĂĐŚĞƌ ?ƐǁŽƌŬĨŝƌƐƚůǇďǇƐƵŐŐĞƐƚŝŶŐƚŚĂƚĞǆƚƵĂůŐĞŶĚĞƌ-markers might be both 
used and privileged in particular contexts and, secondly, by noting that, overall, male voices 
are more dominant than female.   
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Table 4: Reviewer gender as a feature of IMDb reviews 
  
 
                 Film 
% with textual 
markers of reviewer 
gender 
% with textual 
markers of reviewer 
gender (male) 
% with textual 
markers of reviewer 
gender (female) 
 (500) Days of Summer 11.7 10.9 0.7 
 The Hangover    8.1   6.4 1.7 
 Bridesmaids 25.6 19.7 5.8 
 
In relation to all three films, reviewers who deploy their gender identity typically do so as a 
means of situating the review (and, so, the film) for particular audience segments, with 
gender and age often intertwined. For example, one reviewer of The Hangover begins by 
ŶŽƚŝŶŐ “ƐĂ ? ?ǇĞĂƌŽůĚĂůůŵĞƌŝĐĂŶǁŚŝƚĞŵĂůĞ ?/ƐŚŽƵůĚŚĂǀĞƚŚŽƌŽƵŐŚůǇĞŶũŽǇĞĚƚŚŝƐ
ŵŽǀŝĞ ? ?ƚŚƵƐƉŽƐŝƚŝŽŶŝŶŐŚŝŵƐĞůĨǁŝƚŚŝŶƚŚĞƚĂƌŐĞƚĂƵĚŝĞŶĐĞĨŽr a film he goes on to critique. 
ŶŽƚŚĞƌĐŽŶĐůƵĚĞƐŚŝƐƌĞǀŝĞǁŽĨƚŚĞƐĂŵĞĨŝůŵǁŝƚŚ “KǀĞƌĂůů ?/ ?ŵĂ ? ?ǇĞĂƌŽůĚŐƵǇĂŶĚ
ĨŽƵŶĚƚŚŝƐŵŽǀŝĞsZzĞŶũŽǇĂďůĞ ? ?ŝŵƉůŝĐŝƚůǇĂĚĚƌĞƐƐŝŶŐŽƚŚĞƌƐŽĨƚŚĞƐĂŵĞĚĞŵŽŐƌĂƉŚŝĐ ?
Similar strategies can be found across the reviews of (500) Days and Bridesmaids.  
In addition to age, sexuality also becomes part of the narrative in a number of reviews 
of Bridesmaids and The Hangover. Whilst this is far more marked in relation to Bridesmaids, 
the following examples from reviews of The Hangover help to establish the ways in which 
references to heterosexual partnerships function discursively. These reviews bring to the 
surface the ways in which IMDb operates primarily as a homosocial space, with the 
significance of the girlfriends and wives being largely what they say about the reviewer to 
other (heterosexual) men:  
 
DǇ ŐŝƌůĨƌŝĞŶĚ ?Ɛ ĨĂĐĞ ǁĂƐ ƐŽ ƌĞĚ ĨŽƌ ĚĂǇƐ ĨƌŽŵ ůĂƵŐŚŝŶŐƐŽ ŚĂƌĚ ? ? ? ? ŶĚ ƚŚĞ
ďĂĐŚĞůŽƌƉĂƌƚǇ ŝŶƚŚĞŵŽǀŝĞǁĂƐƐŽŵƵĐŚďĞƚƚĞƌƚŚĂƚƚŚĞŽŶĞƐ / ?ǀĞďĞĞŶƚŽ ŝŶ
real life. 
 
/ ?ǀĞ ũƵƐƚ ƌĞƚƵƌŶĞĚ ĨƌŽŵ ƚŚĞ ƚŚĞĂƚĞƌ ǁŚĞƌĞ / ƐĂǁ  ‘dŚĞ ,ĂŶŐŽǀĞƌ ? ? ĂŶĚ / ŵƵƐƚ
ĂĚŵŝƚ ?ǁŝƚŚǁŚĂƚ/ƐĂǁĨƌŽŵŝƚĨŝƌƐƚ ?/ǁŽƵůĚŶ ?ƚŚĂǀĞĐŚŽƐĞŶŝƚŵǇƐĞůĨ ?ďƵƚĂǀĞƌǇ
foxy lady (Italian, redhead, and a nice rack) asked me if I wanted to see that 
one, and any guy will know that if a girl like that asks you out, SHE chooses the 
movie.10 
 
tŚŝůƐƚƚŚĞ “ĨŽǆǇůĂĚǇ ?ŝƐŐŝǀĞŶĂĚĞŐƌĞĞŽĨĂŐĞŶĐǇŚĞƌĞ ?ƐŚĞĐŚŽƐĞƚŚĞĨŝůŵĂĨƚĞƌĂůů ? ?ŶŽŵĂůĞ
reviewers identify any dissent ŽŶƚŚĞƉĂƌƚŽĨĨĞŵĂůĞĐŽŵƉĂŶŝŽŶƐ ?ƌŐƵĂďůǇ ?ǁŽŵĞŶ ?Ɛ
enjoyment becomes an alibi against accusations of sexism levelled against the film in 
popular culture more broadly and, very occasionally, on IMDb. Moreover, like the female 
characters on screen who occupy marginalised and sexualised positions, the girlfriend and 
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 “ĨŽǆǇůĂĚǇ ?ĂƐƐƵƌĞƵƐŽĨƚŚĞŚĞƚĞƌŽƐĞǆƵĂůƉƌŽǁĞƐƐŽĨƚŚĞƌĞǀŝĞǁĞƌƐŝŶĂŶŽƚŚĞƌǁŝƐĞ
homosocial (re)viewing context in which men are commenting on men for an audience 
which is also largely assumed to be male.  
 However, as noted above, this kind of commentary is relatively unusual in The 
Hangover reviews. Indeed, reviews of The Hangover ĂƌĞĨĂƌŵŽƌĞůŝŬĞůǇƚŽĚŝƐĐƵƐƐƚŚĞĨŝůŵ ?Ɛ
appeal in gender-neutral terms, claiming that the scenarios on screen are universally 
ƌĞĐŽŐŶŝƐĂďůĞ P “/ŵĞĂŶ ?ǁŚŽŚĂƐŶ ?ƚŚĂĚĂŵŽƌŶŝŶŐǁŚĞƌĞ they woke up from a night of 
ĚƌŝŶŬŝŶŐĂŶĚũƵƐƚĐĂŶŶŽƚƌĞŵĞŵďĞƌŽŶĞƚŚŝŶŐĂďŽƵƚƚŚĞŶŝŐŚƚďĞĨŽƌĞ ? ?ǀĞŶǁŚĞŶ
discussing scenarios and characters whose appeal is both gendered and (hetero)sexualised  W 
Ğ ?Ő ?ĞǀĂůƵĂƚŝŽŶƐŽĨ,ĞĂƚŚĞƌ'ƌĂŚĂŵ ?ƐƉŚǇƐŝĐĂůĂƚƚƌĂĐƚŝǀĞŶĞƐƐ ?DŝŬĞdǇƐŽŶ ?ƐŝĐŽŶŝĐƐƚĂƚƵƐ ?Žƌ
the rituals of the bachelor party  W the potential specificity ŽĨƚŚĞĨŝůŵ ?ƐĂĚĚƌĞƐƐĂŶĚĂƉƉĞĂůŝƐ
ƌĂƌĞůǇĂĚĚƌĞƐƐĞĚ ?/ŶĐŽŶƚƌĂƐƚ ?ƌĞǀŝĞǁĞƌƐƌĞƉĞĂƚĞĚůǇŽĨĨĞƌƌĞĐŽŵŵĞŶĚĂƚŝŽŶƐƚŽ “ĞǀĞƌǇŽŶĞ ?
ĂŶĚ “ĂŶǇŽŶĞ ? ? 
 Of course, not ĂůůƌĞǀŝĞǁƐĂƌĞƉŽƐŝƚŝǀĞ ?ďƵƚůŝŵŝƚƐƚŽƚŚĞĨŝůŵ ?ƐƵŶŝǀĞƌƐĂůĂƉƉĞĂůĂƌĞ
primarily framed in relation to taste cultures, originality or generational appeal: 
 
KŬĂǇ ? ? ? ?/ ?ŵƐƚŝůůƚƌǇŝŶŐƚŽĨŝŐƵƌĞŽƵƚǁŚǇĞǀĞƌǇŽŶĞƚŚŽƵŐŚƚƚŚŝƐŵŽǀŝĞǁĂƐ ?ƐŽ ?
funny. Because it wĂƐŶ ?ƚ ?ƚĂůů ?,ĂƌŽůĚ ?<ƵŵĂƌŐŽƚŽtŚŝƚĞĂƐƚůĞŝƐ&hEEz ?
ŵĞƌŝĐĂŶ WŝĞ ŝƐ &hEEz ? ŶŝŵĂů ,ŽƵƐĞ ŝƐ &hEEz ? EĂƚŝŽŶĂů >ĂŵƉŽŽŶ ?Ɛ
Christmas Vacation is FUNNY. Monty Python is FUNNY! This movie is NOT 
funny. 
 
/ƚ ŝƐĂůŝƚƚůĞŐƌŽƐƐƐŽ/ĚŽŶ ?ƚƐƵŐŐĞƐƚƚĂŬŝŶŐǇŽƵŶŐŬids to see it because it will 
be a little awkward. 
 
A juvenile, mindless, and just plain stupid storyline that apparently tried to 
ƉƵƚĂƐůĂƉƐƚŝĐŬĐŽŵŝĐƐƉŝŶŽŶ ? ? ? ? ?ƐĞǆĐĞůůĞŶƚ “sĞƌǇĂĚdŚŝŶŐƐ ? ?
 
So, although this is a film about three men, in which women barely register on screen, the 
appeal of the film is not generally figured in gendered terms. Somewhat surprisingly, this is 
ƚƌƵĞĞǀĞŶŽĨƚŚŽƐĞĨĞǁƌĞǀŝĞǁƐƚŚĂƚĚŽĂĐŬŶŽǁůĞĚŐĞƚŚĞĨŝůŵ ?ƐŐĞŶĚĞƌĞĚĂĚĚƌĞƐƐ ?/ŶƚŚĞ
following review, for instance, the writer ŵŽǀĞƐĨƌŽŵĂƐƚĂƚĞŵĞŶƚŽĨƚŚĞĨŝůŵ ?Ɛuniversal 
ĂƉƉĞĂů ? “everybody ? ? “you ? ?ƚŽĂŶĂĐŬŶŽǁůĞĚŐĞŵĞŶƚŽĨŝƚƐŐĞŶĚĞƌĞĚĂĚĚƌĞƐƐ ? “ĂMale 
Movie ? ?ƚŽĂŶĂŵďŝŐƵŽƵƐ ?ďƵƚĂƌŐƵĂďůǇŐĞŶĚĞƌ-neutral, conclusion about the audience. But 
at no point are women in the audience for the film or the review directly addressed: 
 
I recommend this movie to everybody. This is a really great movie and you will 
laugh to every bit part of its one liners. Great Job!!! Though the movie is 
essentially a Male Movie and I am damn sure almost 90% of the lot would find 
 ?ĂƚůĞĂƐƚĂƚŝŶǇďŝƚ ?ŽĨƚŚĞŝƌůŝĨĞ ?ƐĨƵŶŝŶŝƚ ? ? ?dŚĂŶŬƐĂůŽƚtĂƌŶĞƌƌŽƐ ? 
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Echoing classic arguments in feminist film theory from Mulvey (1975) onwards, this is 
suggestive of a sense of entitlement among male IMDb (re)viewers and acceptance of 
spectatorial marginalisation on the part of their female counterparts. Male (and female) 
viewers assume that films should address a male audience such that the gendered address 
of a film like The Hangover is almost invisible as such  W to both men and women  W and 
ĐůĂŝŵƐĂďŽƵƚƚŚĞĨŝůŵ ?ƐƵŶŝǀĞƌƐĂůĂƉƉĞĂůƌĞŝŶĨŽƌĐĞƚŚŝƐ ? 
As demonstrated in Table 4, the gender-bending romcom (500) Days produced 
ƌĞǀŝĞǁƐǁŚŝĐŚĂƌĞƐůŝŐŚƚůǇŵŽƌĞůŝŬĞůǇƚŽĂĚĚƌĞƐƐƚŚĞ ?ƌĞ ?ǀŝĞǁĞƌ ?ƐŐĞŶĚĞƌĂƐĂĐŽŵƉŽŶĞŶƚŽĨ
the review, but it is when women occupy unfamiliar roles as comedy protagonists, in 
Bridesmaids, that (re)viewer gender identity becomes more central to IMDb evaluations.  
 In fully a quarter of IMDb Bridesmaids reviews, the reviewer makes their gender a 
feature of the review (Table 4). This is significant both as a comparison with The Hangover 
and in the broader context of IMDb reviewing where, as we have seen, short, plot-driven 
evaluations are favoured. As with the Hangover reviews, reviewers make reference to their 
ŐĞŶĚĞƌŝŶŶĞŐŽƚŝĂƚŝŶŐƚŚĞŝƌƉĞƌĐĞŝǀĞĚŝŶĐůƵƐŝŽŶŽƌĞǆĐůƵƐŝŽŶĨƌŽŵƚŚĞĨŝůŵ ?ƐĂĚĚƌĞƐƐ ?Ğ ?Ő ? “ĂƐ
ĂŐƵǇ ? ? ? ?ŽŶůǇǁĂƚĐŚƚŚŝƐŝĨǇŽƵĂƌĞĨŽƌĐĞĚƚŽ ? ? ? ?,ŽǁĞǀĞƌ ?ĂƌĞĐƵƌƌŝŶŐĨĞĂƚƵƌĞƉĂƌƚŝĐƵůĂƌƚŽƚŚĞ
Bridesmaids reviews is commentary about the experience of watching the film theatrically in 
a predominately female audience. That there is no equivalent commentary in relation to The 
Hangover may be because The Hangover audiences were genuinely more mixed, but this in 
itself speaks to the ways in which films about men are still assumed to address a universal 
ĂƵĚŝĞŶĐĞǁŚĞƌĞĂƐĨŝůŵƐĂďŽƵƚǁŽŵĞŶĂƌĞƉƌĞƐĞŶƚĞĚĂƐ “ŶŝĐŚĞ ? ?dŚĞĂŶĂůǇƐŝƐŽĨƚŚĞ/Dď
reviews would suggest that similar assumptions underpin its reviewing culture: although 
ŽĨƚĞŶĚŝƐŐƵŝƐĞĚďĞŶĞĂƚŚĂǀĞŶĞĞƌŽĨ “ƵŶŝǀĞƌƐĂůŝƐŵ ? ?ƚŚĞĂƐƐƵŵĞĚĂƵĚŝĞŶĐĞĨŽƌ/Dď
reviews appears to be largely male.  
 Performances of (male) heterosexuality were also more common in the Bridesmaids 
reviews, featuring in 9.2% of these reviews (compared to less than 3% of reviews of The 
Hangover): 
 
My wife and I sat through this very very unfunny movie absolutely unable to 
understand what anyone found appealing in it. 
 
My wife 100% agrees with me. 
 
My wife and I were laughing out loud almost continuously throughout the 
entire film. 
 
Here, the ƌĞĨĞƌĞŶĐĞƐƚŽǁŝǀĞƐĂŶĚŐŝƌůĨƌŝĞŶĚƐƉƌŽǀŝĚĞĂƌĂƚŚĞƌĚŝĨĨĞƌĞŶƚŬŝŶĚŽĨ “Ăůŝďŝ ? ?ůĞƐƐĂ
ƐĞŶƐĞŽĨ “ůŝĐĞŶƐĞ ?ƚŽŝŶĚƵůŐĞŝŶŚŽŵŽƐŽĐŝĂůƌŝƚƵĂů ?ƚŚĂŶ ?ĨŝƌƐƚůǇ ?ĂŶĞǆƉůĂŶĂƚŝŽŶĨŽƌƚŚĞŵĂůĞ
 ?ƌĞ ?ǀŝĞǁĞƌ ?ƐƉƌĞƐĞŶĐĞŝŶĂĨĞŵŝŶŝƐĞĚǀŝĞǁŝŶŐĐŽŶƚĞǆƚ ?ĂŶĚ ?ƐĞĐŽŶĚůǇ ?ĂƌĞŝnforcement of the 
ƵŶŝǀĞƌƐĂůŝƚǇŽĨƚŚĞŵĂůĞƌĞǀŝĞǁĞƌ ?ƐƌĞƐƉŽŶƐĞ ?EŽƚĂďůǇ ?ǀĞƌǇůŝƚƚůĞĚŝƐĂŐƌĞĞŵĞŶƚďĞƚǁĞĞŶ
spouses is presented and male (re)viewers express little anxiety about their authority to 
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pass judgment. It is perhaps unsurprising that, in the context of IMDb, female reviewers 
rarely assume this role vis-à-vis male companions: in only 4 of the 581 reviews of The 
Hangover was this the scenario. 
 That the commentary on heterosexualised viewing contexts is part of an address to 
other male IMDb users is particularly obvious in those reviews which comment on gendered 
negotiations about film choice:  
 
DǇŐŝƌůĨƌŝĞŶĚŬĞƉƚĂƐŬŝŶŐŵĞ ŝĨǁĞ ?ĚŐŽŽƵƚ ƚŽƐĞĞƌŝĚĞƐDĂŝĚƐǁŚŝĐŚǁŽƵůĚ
also be enjoyable by us males as well. After having her beg just a little more I 
decided to do and see it with her. 
 
ĂƐŝĐĐůǇŝĨǇŽƵƌŐŝƌůĨƌŝĞŶĚĚŽĞƐĚƌĂŐǇŽƵĂůŽŶŐƚŽƐĞĞƚŚŝƐĨŝůŵ ?ǇŽƵ ?ůůƉƌĞƚĞŶĚǇŽƵ
ĚŝĚŶ ?ƚůŝŬĞŝƚĂŶĚƚĞůůŚĞƌŝƚǁĂƐůĂŵĞďƵƚǇŽƵ ?ůůůĂƵŐŚĂƐŵƵĐŚĂƐƐŚĞǁŝůů ? 
 
My wife wanted to see it based on trailers and the mostly good reviews/ She 
had to cover her eyes during the bathroom scenes and found the whole movie 
to be one of the worst she has ever seen. If you must waste $20 bucks (roughly 
two tickets) take a $20 bill, shred it in a food processor then flush it down the 
tŽŝůĞƚ ?ŽƚŚŝƐǁŚŝůĞĞĂƚŝŶŐƉŽƉĐŽƌŶĂŶĚǇŽƵ ?ůůŚĂǀĞƚŚĞƐĂŵĞŽǀĞƌĂůůĨĞĞůŝŶŐŽĨ
having seen this movie. 
 
As a form of consumer advice to other men, these reviews further exclude women from 
their address by rendering them the butt of the joke (the first two quotations), or by 
ƐƵďũĞĐƚŝŶŐ “ƚŚĞŝƌ ?ƚĂƐƚĞƐƚŽƐŽŵĞƚŝŵĞƐƋƵŝƚĞĂŐŐƌĞƐƐŝǀĞƌŝĚŝĐƵůĞ ?&ŽƌĞǆĂŵƉůĞ ?ŝŶƚŚĞůĂƐƚ
quotation, the reviewer prefaces his scathing response by noting both that his wife wanted 
to see it and that she hated it. This not only provides him with an alibi for being there (it 
ǁĂƐŶ ?ƚhis choice), but also suggests his spousal superiority as an arbiter of taste. That these 
examples are at times framed as comically over-the-top does not negate their gendered 
address. 
Therefore, it should not be surprising that any claims about Bridesmaids ?ƵŶŝǀĞƌƐĂů
ĂƉƉĞĂůĂƌĞĨƌĂŵĞĚǀĞƌǇĚŝĨĨĞƌĞŶƚůǇ ?/ƚŝƐŶŽƚĂďŽƵƚŚŽǁ “ĞǀĞƌǇŽŶĞ ?ǁŝůůƌĞƐƉŽŶĚƚŽƚŚĞĨŝůŵ ?
but rather how men as well as women will enjoy it (or not):  
 
performances plus the hilarious humor, this film is easily one of the funniest 
ĨĞŵĂůĞ ĐŽŵĞĚŝĞƐ ĞǀĞƌ ĂůƚŚŽƵŐŚ ŝƚ ?Ɛ ƵŶŶĞĐĞƐƐĂƌŝůǇ ůŽŶŐ ďƵƚ ŝƚ ?Ɛ ƵŶĚĞŶŝĂďůǇ
enjoyable (ĞǀĞŶŝĨǇŽƵ ?ƌĞĂŐƵǇ). 
 
Written by women, starring mostly women but aimed squarely at both men and 
women, Bridesmaids deserves to be a huge comedy hit. (emphases added) 
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Rather than questions about comic mode or genre, the central issue here seems to be 
ǁŚĞƚŚĞƌŵĂůĞĂƵĚŝĞŶĐĞŵĞŵďĞƌƐĂƌĞ “ĂĐĐŽŵŵŽĚĂƚĞĚ ?ďǇƚŚĞĨŝůŵ ? 
 
Evaluating gender comedy: The Hangover and Bridesmaids 
The final stage of my analysis was to identify passages of gender analysis in the discussions 
of the films themselves and here I have focused specifically on The Hangover and 
Bridesmaids as  W unlike the central heterosexual pairing in (500) Days  W their ensembles are 
primarily single-sex and so might be expected to generate more gendered commentary.  
The majority of reviews of Bridesmaids (57.8%) offered some kind of gender 
ĐŽŵŵĞŶƚĂƌǇ ?ƐƚŚĞĨŝůŵǁĂƐǁŝĚĞůǇƉŽƐŝƚŝŽŶĞĚŝŶŝƚƐŽǁŶŵĂƌŬĞƚŝŶŐŵĂƚĞƌŝĂůƐĂƐĂ “ĨĞŵĂůĞ
Hangover ?ƚhis is perhaps unsurprising. However, given the generic conventions of IMDb 
comedy reviews the visibility of Bridesmaids as a gendered text and experience is both 
striking and in sharp contrast to The Hangover reviews, only 8.4% of which adopt a gender 
lens. A more significant comparison here might be with reviews of The Hangover Part II  W 
which was in cinemas at the same time as Bridesmaids and so might be expected to 
generate more comparative gender analysis. But here too, gender analysis was a minority 
pursuit, featuring in around 12% of reviews.  
 Accusations that The Hangover is sexist do get a limited airing on IMDb, but they are 
as likely to be contested as presented straight. Indeed, sexism is not, necessarily, presented 
as an impediment to the (re)vŝĞǁĞƌ ?ƐĞŶũŽǇŵĞŶƚ ?ĂůƚŚŽƵŐŚƐŽŵĞĨĞĞůŽďůŝŐĞĚƚŽƐƚĂƚĞ ŚĂƚ
they do not share these values: 
 
Some here have criticized The Hangover as racist, sexist or just gross. If done 
ƌŝŐŚƚ ?ƐƵĐŚƉŽůŝƚŝĐĂůůǇŝŶĐŽƌƌĞĐƚŝŶŐƌĞĚŝĞŶƚƐĚŽŶ ?ƚƉƌĞǀĞŶƚŵĞĨƌŽŵůĂƵŐŚŝŶŐ ?ĂŶĚ
sometimes they actually enhance a comedy if done right. 
 
ŶĚ/ ?ŵŶŽĨĂŶŽĨZ-Rated sexist slap stick usually filled with mindless moronic 
ŶŽŶƐĞŶƐĞ ?ďƵƚƚŚŝƐŵŽǀŝĞŝƐƚŚĞďŽŵď ?/ƚŝƐĚĞĨŝŶŝƚĞůǇĂŵĂŶ ?ƐŵŽǀŝĞƚŚŽƵŐŚ ? 
 
For others, the comedy mode is alibi enough: 
 
Look, from the previews you pretty much know the whole story going in: some 
dudes go to Vegas for a bachelor party, gets wasted, and wake up wondering what 
has happened. You should be able to tell going in exactly what the movie is, and 
what to expect. If anything, this movie is much funnier than I expected it would be 
from seeing the trailer./ So complaining about the fact that The Hangover is juvenile, 
sexist, stoopid, etc.., says more about the reviewer than it says about the movie. For 
what it is, it is quite effective. It made me laugh out loud numerous times. 
 
This particular reviewer then goes on to rebuff and ridicule specific criticisms levelled at the 
ĨŝůŵďǇŽƚŚĞƌ/DďƌĞǀŝĞǁĞƌƐ ?ƐƵŐŐĞƐƚŝŶŐƚŚĂƚƚŚĞƐĞƌĞǀŝĞǁĞƌƐƐŝŵƉůǇĚŽŶ ?ƚŐĞƚŝƚ ?dŚŝƐ
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argument is a familiar one to feminists, the assumption being that these forms of culture 
should be left to those who do get it and others (women, feminists, minority groups) should 
ƐŝŵƉůǇĂǀŽŝĚƚŚĞŵŝĨƚŚĞǇĚŽŶ ?ƚǁĂŶƚƚŽďĞŽĨĨĞŶĚĞĚ ?ƌĂŝƚŚǁĂŝƚĞ ? ? ? ? ? ?ŚŵĞĚ ?2010). This 
plays out with particular ferocity in relation to popular culture, which is  W at once  W the 
source of intense investment from viewers/users and, at the same time, something we are 
ĚŝƐĐŽƵƌĂŐĞĚĨƌŽŵƚĂŬŝŶŐƐĞƌŝŽƵƐůǇ Pŝƚ ?Ɛ ‘only ? a movie (or a game, or a joke).  The review 
quoted above concludes: 
 
So, in conclusion, if you are an uptight moral majority type looking for a reason 
to be offended, avoid this film. If you get your panties in a bunch when adults 
ƵƐĞĂĚƵůƚůĂŶŐƵĂŐĞ ?ĚŽŶ ?ƚƐĞĞƚŚŝƐĨŝůŵ ?/f you want to see a realistic depiction of 
the horrors of alcohol and drug abuse, perhaps you should see a different 
ŵŽǀŝĞ ?/ĨǇŽƵŐŽŝŶƚŽĂŵŽǀŝĞĐĂůůĞĚ “dŚĞ,ĂŶŐŽǀĞƌ ? ?ǁŝƚŚĂƉůŽƚĂďŽƵƚĂďƵŶĐŚ
of guys having a bachelor party in Vegas, expecting that by the end you and the 
characters will learn some important life lessons, grow as human beings, and 
come away with a more deepened spiritual outlook....perhaps you are an idiot. 
 
&ŽƌƚŚŝƐƌĞǀŝĞǁĞƌ ?ĂƚůĞĂƐƚ ?ŝƚŝƐŶŽƚĞŶŽƵŐŚƚŽƐƚĂƚĞƚŚĂƚĐƌŝƚŝĐƐƐŝŵƉůǇĚŽŶ ?ƚ get it, they are 
therefore characterised as infantile, unintelligent and moralistic. Although this review is 
unusual both in the depth with which it engages with other reviews and in its tone towards 
them, it is in keeping with the film itself where the one character who offers any kind of 
ĐƌŝƚŝƋƵĞŽĨƚŚĞŵĞŶ ?ƐďĞŚĂǀŝŽƵƌŝƐDĞůŝƐƐĂ ?ZĂĐŚĂĞů,ĂƌƌŝƐ ? ?ƚŚĞĚŽŵŝŶĞĞƌŝŶŐĂŶĚĞŶƚŝƌĞůǇ
unsympathetic girlfriend of one of the central characters, who notably also attracts some 
ĂŐŐƌĞƐƐŝǀĞƌĞƐƉŽŶƐĞƐŽŶ/Dď P “dŚĞĐŚŝĐŬ ŝŶƚŚŝƐĨŝůŵŝƐĂƚŽƚĂůď ?ƚĐŚĂŶĚŶĞĞĚƐĂĨůŽŐŐŝŶŐ ? ?
The reviewer advocating flogging also presents an alibi of sorts for his aggressive tone: he 
ĐůĂŝŵƐŚĞ ?ƐŶŽƚďĞŝŶŐsexist but ƌĂƚŚĞƌƚŚĂƚ “ĞǀĞƌǇŽŶĞƐŚŽƵůĚŚĂǀĞƚŚĞƌŝŐŚƚƚŽĂ ? ? ? ? ?
ƌĞůĂƚŝŽŶƐŚŝƉ ? ?ƐŽŵĞƚŚŝŶŐŚĞĐůĂŝŵƐDĞůŝƐƐĂ ?ƐĚŽŵŝŶĞĞƌŝŶŐďĞŚĂǀŝŽƵƌƉƌĞĐůƵĚĞƐ ? 
Overall, then, the reviews of The Hangover construct a discursively male space but 
the extent to which this is made explicit varies, with claims about its universal appeal 
frequently stated and the position of women in the audience rarely considered.  
 The criteria used to judge the success (or otherwise) of Bridesmaids  W whilst often 
ĐŽŚĞƌŝŶŐǁŝƚŚŽƌĞ ?ƐĞŵƉŚĂƐŝƐŽŶŽƌŝŐŝŶĂůŝƚǇ ?ƋƵĂůŝƚǇĂŶĚĐŽŵĞĚǇǀĂůƵĞ W are nevertheless 
frequently gendered. So, for instance, in relation to originality, Bridesmaids is variously 
ĐƌŝƚŝĐŝƐĞĚĂƐďĞŝŶŐ “ũƵƐƚ ?ĂĐŚŝĐŬĨůŝĐŬ ?ŽƌƉƌĂŝƐĞĚĨŽƌďĞŝŶŐ “ŵŽƌĞƚŚĂŶ ?ĂĐŚŝĐŬĨůŝĐŬ ?ĂƐ
though the very presence of women in leading roles marks Bridesmaids as potentially 
generic. This is in contrast to reviews of The Hangover where judgments around originality 
are most commonly made in relation to specific other titles  W in particular, ƵĚĞ ?tŚĞƌĞ ?Ɛ
My Car (Danny Leiner, 2000) and Very Bad Things (Peter Berg, 1998). These titles share 
more than a male ensemble cast and target audience with The Hangover: Dude focuses on 
male friends struggling to reconstruct a drug-fuelled night; whilst Very Bad Things centres 
on a Vegas bachelor party gone wrong. This suggests a w
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films in far more specific terms, which is further borne out by the more detailed attention to 
plot and character across The Hangover reviews as a whole. 
 Similarly, although questions about the legitimacy and appropriateness of certain 
kinds of humour emerge in both contexts, it is in relation to Bridesmaids that these 
questions are posed in gendered terms. Whilst there is some  W albeit very limited  W 
commentary on whether child sexual abuse is a legitimate topic for humour in The 
Hangover, there is no space for discussion of what this means for men (either on screen or 
off). In contrast, discussions of Bridesmaids ?ŵŽƐƚĐŽŶƚĞŶƚŝŽƵƐĂŶĚĚŝǀŝƐŝǀĞƐĐĞŶĞ Win which 
the women are hit by food poisoning in a bridal shop  W are frequently framed in relation to 
what it means to see women vomit and defecate in the name of humour. Likewise, whilst 
ƌĞǀŝĞǁĞƌƐŽĨďŽƚŚĨŝůŵƐŽĐĐĂƐŝŽŶĂůůǇĐŽŵŵĞŶƚŽŶƚŚĞ “ĐƌƵĚĞ ?ůĂŶŐƵĂŐĞƵƐĞĚ ?ŽŶůǇŝŶƌĞůĂƚŝŽŶ
to Bridesmaids is there felt to be comic value (or not) in the relationship between speaker 
and language. So, in relation to The Hangover the creatively-offensive language is either 
funny or not, but in relation to Bridesmaids the evaluative judgment is more often whether 
it is funny to hear women speaking these words. 
 Although the central characters in The Hangover are frequently acknowledged to be 
unlikeable, this does not necessarily hamper reviewer enjoyment of the film and, indeed, 
they are also presented as quasi-inspirational figures in some reviews. In contrast, reviewers 
who find Bridesmaids ?ĐĞŶƚƌĂůĐŚĂƌĂĐƚĞƌƵŶůŝŬĞĂďůĞĂƌĞƚǇƉŝĐĂůůǇƵŶǁŝůůŝŶŐƚŽĞŶŐĂŐĞǁŝƚŚƚŚĞ
Ĩŝůŵ ?ƐĐŽŵĞĚǇ. Words frequently used to describe Annie and her co-stars include: loser, 
unlikeable, selfish, bitter, strident, unattractive, irritating and annoying  W all adjectives that 
could just as easily be used to describe one or more of the male characters in The Hangover. 
However, their deployment here  W typically in negative reviews  W suggests that there is, at 
least for some reviewers, an assumption that female characters should be more 
accommodating to their audience, providing conventional narrative and scopic pleasures. 
Moreover, as with the comments about The Hangover ?ƐDĞůŝƐƐĂ ?ĂďŽǀĞ ?ƌĞǀŝĞǁĞƌƐ ?
ƌĞƐƉŽŶƐĞƐƚŽƚŚĞǁŽŵĞŶ ?ƐĨĂŝůƵƌĞƚŽĨƵůĨŝůĂĐĐĞƉƚĞĚ ?ĂĐĐĞƉƚĂďůĞƌŽůĞƐĂƌĞĂƚƚŝŵĞƐ “ĐŽŵŝĐĂůůǇ ?
violent. My point here is not that these reviewers genuinely advocate violence against 
women, nor that these comments are the norm on IMDb, but that this performance of 
gendered aggression contributes to the discursive construction of IMDb as a space for male 
(re)views. Indeed, a broad critical consensus emerges in relation to The Hangover on IMDb 
and this in large part depends upon ignoring its gendered address. In contrast, whether 
Bridesmaids works for men is at the heart of the IMDb debate about the film.  
 
Conclusion  
This article highlights some of the difficulties in turning to IMDb as a source of film audience 
response by emphasising men ?Ɛ ĂŶĚǁŽŵĞŶ ?ƐĂƉƉĂƌĞŶƚůǇƵŶĞǀĞŶƉĂƌƚŝĐŝƉĂƚŝŽŶŝŶƚŚĞƌĂƚŝŶŐ
and reviewing culture and beginning to highlight some of the gendered assumptions 
underpinning that culture. Whilst IMDb users may be an imperfect stand-in for the film 
audience, the ways in which its users  W and in particular its reviewers  W both construct 
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identities for themselves and contribute to the construction of IMDb as a gendered space 
for film discussion and debate merits further investigation.  
 The research presented here focuses on contemporary gender comedy and suggests 
that, for IMDb (re)viewers at least, women continue to be anomalous within film comedy 
outside of very narrowly defined roles in the romcom. In addition to expanding this work by 
considering the construction of reviewing cultures around other genres, time periods and 
national cinemas, it would be useful to explore how IMDb users (those who participate and 
those who do not) understand and experience the site as well as to consider whether 
gender performativity of IMDb users is inflected by other identity categories. Finally, whilst 
recent work has begun to compare the value systems deployed in offline and online film 
ƌĞǀŝĞǁƐ ?sĞƌďŽŽƌĚ ? ? ? ? ? ? ?ƋƵĞƐƚŝŽŶƐĂďŽƵƚǁŚŽƐĞ ?ƌĞ ?ǀŝ ǁƐŽĨĨŝůŵĐƵůƚƵƌĞ “ĐŽƵŶƚ ?ĨŽƌ
different audience sectors would be worth further exploration. Relatedly, whether online 
film reviews can be understood in relation to gendered communication strategies and 
structures of value remains underexplored.   
 In all of these contexts, work on gender  W as well as on race, class, age, and sexuality 
 W has remained under-developed, perhaps because of alleged difficulties in fixing these 
identity categories in the virtual world. Whilst the current research certainly does not 
negate the importance of relating online and offline identities, it nevertheless suggests that 
analysing the ways in which gendered identities are discursively fashioned online is a useful 
point of departure for (re)inserting the importance of gender analysis into our studies of 
online cultures and film audiences.  
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Notes: 
                                                          
1 Ratings and reviews for The Hangover and Bridesmaids were archived on 21 May 2013. To provide 
ĂƉŽŝŶƚŽĨĐŽŵƉĂƌŝƐŽŶǁŝƚŚŽƌĞ ?ƐǁŽƌŬ ?/ƚŚĞŶĂƌĐŚŝǀĞĚƚŚĞ(500) Days ratings and reviews on 6 
August 2013. As IMDb ratings and reviews are updated daily, it is not possible for me to work with 
an identical sample to Bore, moreover I have chosen to work with all reviews posted (where Bore 
ĨŽĐƵƐĞĚŽŶƚŚĞƚŽƉ ? ?ĂŶĚďŽƚƚŽŵ ? ? “ďĞƐƚ ?ƌĞǀŝĞǁƐ ? ? 
2 For a discussion of the rhetorical strategies of well-rated reviews on IMDb (as well as on Yelp and 
Amazon) see Ottenbacher (2011). 
3 IMDb provides a numerical gender breakdown of raters for individual films: the percentage 
calculation is mine, and represents male or female raters as a percentage of all raters for whom 
gender is known. The number of raters for whom gender is known is not equivalent to the total 
number of ratings for an individual film, but remains consistent at around 79%. 
4 The Top 10 films on IMDb, as of August 2013, with the percentage of male raters indicated in 
brackets, are: The Shawshank Redemption (85%); The Godfather (88%); The Godfather Part II (89%); 
Pulp Fiction (85.9%); The Good, the Bad, and the Ugly (92.1%); The Dark Knight (84.9%); 12 Angry 
Men (86.4%); ^ĐŚŝŶĚůĞƌ ?Ɛ>ŝƐƚ (82.8%); Lord of the Rings: The Return of the King (82.9%); and Fight 
Club (83.2%). Notably, these are all films with male protagonists and directors. 
5 It is worth noting here that research on the gendered use of social networking sites identifies that it 
is typically female users who are more extraverted and emotionally expressive (e.g. Thelwall et al, 
2010). That this does not appear to be the case on IMDb may be a reflection both of its more 
 “ƉƵďůŝĐ ?ĂŶĚůĞƐƐŝŶƚĞƌ-personal function (there is little direct interaction between reviewers in the 
reviews section at least) and of the contemporary gendering of professional film reviewing (Bell, 
2011a, 2011b). Empirical work with IMDb users would be needed to explore these questions more 
fully.   
6 Although IMDb reviews are not exclusively based on cinema viewing, Bore (2011: 147) suggests 
that those reviewing whilst the film is in cinemas may be more likely to have their reviews read and 
rated by other users, suggesting the importance of the theatrical audience to the construction of 
taste cultures on IMDb. 
7 According to Alexa.com (2013) around 5-6% of the IMDb audience is from the UK: this makes the 
UK the third most popular country of origin for IMDb users, behind the US (around 30%) and India 
(around 10%). Whilst the MPAA in the US provides information about the demographic split of the 
theatrical audience this is not broken down by individual film titles, nor is such information freely 
available from other sources as far as I can tell. Based on release dates listed on IMDb, it is not clear 
that two of the films in this study  W (500) Days and Bridesmaids  W had an Indian theatrical release. 
On this basis, I have chosen to present the comparison with UK cinema figures, although this is 
intended to be suggestive only.  
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8 The films in Tables 2 and 3 were all identified as having a gender split of at least 70/30 in the UK 
(BFI, 2013: 170; BFI, 2012; 145; BFI, 2011: 127; UK Film Council, 2010: 112). IMDb data in these 
Tables was gathered on 16 August 2013. 
9 /DďƵƐĞƌƐĂƌĞŐŝǀĞŶƚŚĞŽƉƚŝŽŶƚŽ “ƌĂƚĞ ?ƚŚĞƌĞǀiews they read by noting whether or not the 
review was useful to them. The rankings of reviews are then derived from ratings. 
10 All quotations from reviews use the language, grammar and formatting of the original. 
